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The aim of this brief article is to discuss the special import and 
significance of the word “Kaku” in the context of music as distinct from — 
its normally accepted connotation predominantly histrionic in character. 


The phenomenon of sound is a physical fact while its perception 
through auditory sensations is a physio-psychological function. It is only 
when sound is employed as a medium for communicating a reaction, a 
feeling, an emotion or an event that it becomes an expressive utterance. 


Immediate response to pleasurable and painful situations and urge 
for emotive communication is an instinctive activity not only of the human 
mind but of the whole sentient world. 


This urge for utterance has been the generative principle of the entire 
world of sound created by man; and voice or vocal sound is the most 
potent and direct medium for the fulfilment of this urge. The Sanskrit 
word are or arq_stands for a symbol connotative of all forms and aspects 
of expressive utterance, including voice, speech, language (also of animals), 
sound (also of inanimate objects) etc. The scope and extent of the mean- 
ing attached to this word is so wide, profound and comprehensive that it 
is conceived of as the Deity presiding over this entire realm of significant 
sound, with sahitya and sangeet as her two arms. 


Music and drama are the arts of expressive sound; and communication 
of emotional import is of vital importance to both. The scope of emo- 
tional import in drama is clearly and specifically defined in as much as it 
depends on the actual depiction of specific emotions like love, joy, fear, 
sorrow in relevance to the characters and their emotional reactions to the 
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situations occurring in the theme of the play, and gestures, intonations, 
have all to be directed to this purpose. The semantic aspect of the verbal 
text provides the guide-lines for its delivery in an appropriate manner. 


In music as a purely tonal form independent of the verbal aspect on 
the other hand, the theme has to be a purely accoustic one, built up by 
‘sounding forms in motion’; and the object is not so much to depict any 
specific emotions as to create through the integration of musical idioms, 
forms of sonorous beauty, forms with distinct emotive flavour and feelings 
of their own in terms of musical values. The concept of raga in Indian 
music is the perfect, fully-evolved manifestation of the purely musical 
sounding form — nada-maya rupa, as it is aptly called. 


Thus, the emotional import of drama and music have their distinctive, 
independent sphere although they can also be made to work in collabora- 
tion as is seen in the dramaturgical and the musical traditions in India. 


Both in drama as well as in music, utterance is the medium of 
expression and intonation is the core and essence of expressive utterance. 
Intonational variations and modulations play a most vital and important 
role in conveying an infinite variety of shades of feelings and emotions and 
nuances of tonal colours and hues suggestive of musical feelings and beauty. 


‘Kakw’ is the appropriate and significant Sanskrit word for any com- 

municative variation of intonation and as such holds within its fold the 
very essence of the tremendous communicative and emotive power of sound. 
The generic definition of kaku is eadfaett: meaning variation or modula- 
tion of sound in the intonation. Derived from the root % the word 41%: 
implies flexibility (ati, ara) and warmth of emotion (S9aT7:) 
The definition of ‘kaku’ in Amarkosa is: 
are: ferat faaret a: wteafearfa | dead: 
It says that the word kaku is of feminine gender and stands for any peculiar 
change or modulation in voice resulting from sorrow, fear and other emo- 
tions. This definition is primarily histrionic but indirectly relates itself 
also to music; because although pure music by itself is not expected to 
give direct expression to specific, particularised emotions like fear, anger, 
or distress it is the manner in which these emotions are actually felt and 
the essence of these feelings that are the innermost base of a musical ex- 
perience. Unspecified but deep feelings inexpressible through language 
belong to the realm of pure music. 


Thus, a modulation or variation or transformation imparting a dis- 
tinctive significance and suggestivity to an utterance emerges as the basic 
principle of Kaku or intonation. Its two-fold manifestation lies in the 
dramatic and the musical expression; and the word kaku is common to 
both dramaturgical and musical literature. Bharata’s Natya-Sastra gives 
a clear and detailed exposition of Kaku in its dramatic context while Sangit 


13 MUSICAL ASPECT OF KAKU 
Ratnakara brings out its aspects with special and exclusive reference to 
music. A comparative study of these two expositions will establish the 
distinctive significance of kaku in musical parlance. 


The 17th chapter of Natya-Sastra while dealing with the delivery of 
pathya or dramatic dialogues and recitatives lays down six salient features 
or requisite qualities out of which kaku or intonation stands apart as the 
central or the main factor. It appears asif Kaku or proper intonation is the 
principle aim to be achieved; while the remaining five — swaras, sthanas, 
varnas, alankaras and angas only function as factors assisting in imparting 
the proper quality and suggestivity to the shades of emotions to be con- 
veyed through the intonation. It may be mentioned here that Abhinava- 
gupta’s commentary at once learned and lucid, gives a convincing argu- 
ment in this regard and throws considerable light on the employment of 
these factors in pathya as distinct from their counterparts in music. 


With this brief account of Kaku in relation to drama we proceed with 
an investigation into the musical aspect of Kaku based on its exposition in 
Sangit Ratnakara. \t is in the 3rd chapter of Sangit Rainakara, entitled 
“Prakirnakadhyaya” that amongst many miscellaneous but important 
topics the term kaku has been discussed. It is stated to be a variety of 
sthaya; sthaya has been defined as U7 Waa: i.e. the component or ingredient 
of raga. Raga with its two-fold import is the quintessence of Indian music 
round which is centred the whole creative imagination of musical beauty 
and grandeur. The two aspects of its import are (i) actual, material content 
ie. tacafrate or tones and their arrangement and (ii) aesthetic effect 
ie. WaTHcq or the quality of giving aesthetic pleasure and affecting 
or colouring the mind agreeably. Both these aspects of raga, the structural 
delineation as also its ethos and aesthetic effect are incorporated in the 
idea of sthaya. Sthaya therefore emerges as the properly formed musical 
idiom, a unit in the musical thought, having innumerable facets and afford- 
ing an extensive compass for variety of expression. 


Amongst the ten clearly distinguishable (waatcr) and well known 
(afaz) varieties of sthayas described in Sangit Ratnakara, the one pertain- 
ing to chhaya occupies a prominent place and chhaya here has been identi- 
fied with kaku.. The use of the word chhaya as a synonym for kakw is 
highly suggestive and significant; because apart from its usually understood 
broad meaning of shadow, shade or reflection, the word chhaya is also 
used in the sense of lustre, complexion, shading or blending of colours, play 
of light and shade etc. These are aesthetically expressive shades of the 
connotation of chhaya and are aptly suited to convey the delicate shades 
and nuances connected with musical utterance. 


The definition of kaku in the context of music is GIGT BIH: TeTATT 
TAC ALT AT | eae A Aeqay. It’s meaning is that chhaya which is a 
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synonym for kaku is of six varieties viz. swara-kaku, raga-kaku, 
anyaraga-kaku desa-kaku, kshetra-kaku and Yantra-kaku. 
afaqarirncat aT UTA, 
CEUTA TT EAT: FATHTETAT STAT 
The meaning is when by the adding up or shedding of shrutis or 
microtones — a note enters the sphere of another note and thus acquires 
its complexion by close proximity, it is called swara-kaku. It appears in 
raga. This clearly shows how swara-kaku is the causal, fundamental factor 
which opens up a whole world of possibilities and potentialities for delicate 
shades and grades in the intonation, blending of notes and continuity of 
tonal movement so essential for the formation of phrases or sthayas typi- 
cally expressive of raga-bhava. Delicate movements to and fro in the 
tonal space between the note-points, expressive of the ethos of the different 
agas using similar or identical notes and phrases are made possible by the 


device of swara-kaku. 


The second variety of chhaya is raga-kaku which has been defined as 
aT wer fraswray caTaTe at fae: 
Idioms or phrases intonated appropriately for giving experssion to the essen- 
tial character of a raga and for establishing its own unique personality belong 
to the category of raga-kaku. In the composition of the phrases or 
sthayas depicting raga-kaku, the peculiar shades and movements of notes 
play a most important role; and it is only when the component notes of a 
phrase are treated and conditioned (aemtfeqr) by the principle of swara- 
kaku that they acquire the exact placings and shades required for con- 
juring up the flavour of a particular raga. In the current vocabulary of 
Practical tradition in Hindustani music, the significance of swara-kaku 
in the formation of raga-kaku is represented by terms like swara-sthana, 
uchhara or more coloquially, Ouchhara. 
The third chhaya Anya-raga-Kaku is 
Ut ARATE TT UATATAAT 
when one raga bears the reflection or shadow of another raga it is called 
anya-raga-kaku. 


The three varieties of kaku discussed so far are related to the elements 
of musical delineation itself. The remaining three pertain to the charac- 
teristic qualities of the sound or tone colour depending on the medium or 
instrument through which the music is presented. 


One such variety is Desa-kaku defined as 


ASTRA UH MAS MCT AAT: 


This refers to the regional peculiaritiesjin the tonal quality of the musical 
utterance. Desa-kaku can be interpreted to mean either regional vatia- 
tions or versions of ragas or noticeable regional peculiarities in the intona- 
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tion without any material alteration in the structure of the raga itself. The 
latter interpretation appears more convincing. Desa-kaku should perhaps 
be associated not with regional versions of ragas bearing the names like 
Bengal Bhairava or Deogiri Bilawal for instance, but with intonational 
variations depending on the general cultural background especially in 
respect of the structure of the language spoken, speech habits etc. The 
phonetic nature of language is a factor of great significance in forming and 
moulding the functional habits of the organs of speech imparting a distinc- 
tive complexion and rhythm to the vocal utterance which is naturally trans- 
ferred from speech to music. The quality and typical flavour of a vocal 
utterance is, to an extent, transferred from voice to the instruments, especially 
to the ones following the vocal pattern of delineation. 


Then there is Kshetra-kaku defined as 

wi aafaera shart Praia: 

uit aratfaar are: aararefefarerar | 

This indicates that the human body is called kshetra; the natural tonal 
quality or timbre of the voice depends on the physiolgical and anatomical 
features both inherited and individual, and this peculiarity of the natural 
tonal quality differing from one voice to another is called kshetra-kaku. 
The rendering of a raga acquires a unique tonal flavour in accordance with 
the peculiar quality of the voice of the musician. Although these are some- 
times remarkably close similarities in the tonal impact of some voices 
there are bound to be minute shades of differences distinguishing one from 


the other. 


The last is Yantra-kaku described as 

forafeasakat ararE: Fat AAT | 

meaning that the typical tonal quality or timbre of the sound produced by 
different instruments like vina, flute etc. is called yantra-kaku. On account 
of the difference in the timbre and the range of tonal possibilities of the 
different instruments, ragas appear to assume a different form, feel and 
flavour — when presented through different types of instruments or different 
instruments falling under the same category. 


It is thus the concept of chhaya or Kaku which through its two-fold 
manifestation in the form of intonational shades, grades and flowing move- 
ments on the one hand, and peculiarities of tonal characteristics and tonal 
potentialities of the medium through which the music is presented on the 
other, that makes for the uniqueness, eloquence and vitality of the expression 
and emotive import in the context of purely ‘musical’ music. 
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